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ABSTRACT
This thesis is an exploration of my design approach to the 
University of North Dakota production of Hedda Gabler, presented on 
October 5-9, 1977. The first chapter contains a brief theatrical 
history of the era in which the play was written, a short biography 
of the playwright, an analysis of the play and a brief study of late 
Victorian costume.
The second chapter explores how the concepts of the director 
and scenic designer, coupled with the necessity of recreating a his­
torical era, influenced my final designs.
The third chapter discusses the execution of the designs. It 
explores the problems I encountered trying to create historical costumes 
and my solutions to these problems using modern materials and methods of 
costume construction.
The fourth chapter contains an evaluation of the success of the 
costume designs. Appendices, with original costume plates and produc­





A. Brief Historical Outline of Period
In the mid-nineteenth century when Ibsen began writing plays, the 
theatre in Europe was at an artistic low point. Beginning xtfith Goethe 
and Schiller, romanticism spread throughout Europe and proved an ideal 
form of expression for dramatists, like Victor Hugo, Georg Buchner and 
Heinrich von Kleist. The romantic hero (as exemplified by these writers) 
was larger than life, living and dying in the pursuit of an impossible 
dream. Dramas were written in verse, dealt with historical persons and 
places, and were far removed from reality.
Also, during the mid-nineteenth century, another popular form of 
theatrical entertainment was the melodrama (drama and music) as devel­
oped by Tom Taylor, Guilbert de Pixerecourt and Dion Boucicault. These 
plays portrayed ordinary people in extraordinary situations. The melo­
drama was done in a standard format. "The first act generally estab­
lished a strong antagonism which precipitated a violent conflict in the 
second. The third act resolved the situation in accordance with sound 
moral principles, and the play ended happily with the canonical scene 
of the distribution of prizes."^ The moral conservatism, sensationalism
 ̂Maurice Jacques Valency, The Flower and the Castle (New York: 
The MacMillan Company, 1963), p. 60.
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and sentimental happy ending of these melodramas made them popular with 
a general public more partial to song than oratory.
Also enormously popular at this time, were the well-made plays 
of Eugene Scribe and Victorien Sardou. These almost machine-made plays 
sacrificed thought and character for clever intrigue, sensationalism and 
moral platitudes. The mechanization of the plot enabled Scribe and 
Sardou to churn out hundreds of these pieces for the growing theatrical 
audience. Ibsen observed (on the subject of the well-made play): "These 
works have mostly a perfected technique and therefore they please the 
public; they have nothing to do with poetry, and therefore perhaps they 
please the public still more."“
The prevalent acting style at this time wTas as far removed from 
reality as the situations in the play. Actors posed, sang and declaimed 
to the audience. Favorite scenes and speeches were applauded like oper­
atic arias with no thought given to the interruption of the action. The 
actors and audiences of the day would have had difficulty understanding 
any realistic character. These audiences wanted to be entertained, not 
reminded of their drab and trivial lives.
However, by the 1870’s, the theatre began undergoing a change. 
Emile Zola, influenced by the writings of Darwin, Marx, Kierkegaard 
and Nietzche, began writing dramas in a naturalistic style. In 1873 
he produced a dramatization of his novel Thdrhse Raquin. He attempted 
to portray a "slice of life" on the stage. Henri Beque, author of The 
Vultures and La Farisienne, most nearly captured the naturalistic ideal. 
Andre Antoine opened his Theatre Libre in 1888, giving the naturalistic
2 Randolph Goodman, ed. From Script to Stage, Eight Modern Plays 
(San Francisco: Rinehart Press, 1S71), pp. 20-21.
3
playwrights a place to produce their dramas free of censorship. These 
people paved the way for acceptance of the master of the realistic genre, 
Henrik Ibsen.
B. Brief Biography of Henrik Ibsen
Henrik Ibsen was born March 20, 1828 in Skein, Norway, the eld­
est son of a prosperous merchant. His early childhood was quite happy 
until 1836 when his father's business failed and the family moved to a 
farm outside Skein. Young Henrik keenly felt the disgrace of his 
family's lowered social position and withdrew into himself. He refused 
to associate with the rest of his family, amusing himself by reading, 
drawing and playing with a toy theatre he had built.
In 1843, the Ibsen family (except for Henrik who felt he should 
no longer be a burden on them) moved back to Skein. Henrik left for 
Grimstad and apprenticed himself to an apothecary. He determined to be 
self-supporting for the rest of his life and severed all connection with 
his family. This single-minded determination toward a goal is reflected 
in his plays.
Ibsen was lonely in Grimstad and while there, he started writing 
poetry. In 1846, when Ibsen was eighteen, he fathered a child with a 
servant in the house. She was ten years his senior. For the next fif­
teen years he was obligated to contribute to the support of this child. 
Perhaps as a result of this disastrous liaison, he developed strongly 
unorthodox views toward religion, morals and marriage at an early age.
In 1848 democratic revolutions in Europe inspired Ibsen to write 
a play. By 1849, when he was twenty-one, Ibsen had completed his first
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full-length verse drama, Cataline. The play was not produced but a 
small edition was printed.
In 1850, Ibsen moved to Christiana to enter the university there. 
He failed three out of the eleven entrance examinations and was not per­
mitted to enroll. However, he had also finished his second verse drama, 
The Warrior’s Barrow. He submitted the play to the Christiana Theatre.
It was accepted and given three performances. The celebrated Norwegian 
violinist Ole Bull was sufficiently impressed by the play to hire Ibsen 
as playwright-in-residence and stage manager for his newly founded thea­
tre in Bergen. Bull sent Ibsen to Denmark and Germany to study the 
theatres there, under the condition that Ibsen would remain at Bergen 
for at least five years.
Ibsen learned a great deal about stagecraft while in Germany.
He was also impressed by the work of Freidrich Hebbel, who had made the 
transition from romantic, historical verse drama to modern social drama 
in prose. Hebbel wrote: "Ideas are to drama what counterpoint is to 
music; they are in themselves nothing, but they underlie everything 
the drama represents."-^
Ibsen returned to Bergen and assumed his duties as stage manager. 
During the next five years he learned his craft from the ground up. He 
took advantage of the opportunity to closely study the plays he produced. 
In spite of his low opinion of Scribe's well-made plays, he learned dra­
matic structure from them. He continued to write poetic, romantic, his­
torical dramas, most of which failed.
3 Goodman, p. 20.
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In 1857, Ibsen moved to Christiana as director of the Norwegian 
Theatre there. The next year he married Suzannah Thoreson. In 1859, 
their son Sigurd was born. The Norwegian Theatre failed financially 
in 1862 and, after two more disastrous seasons, the Ibsens left Norway 
for Italy.
Ibsen's voluntary exile was good for him artistically. He pub­
lished Brand in 1866 and Peer Gynt in 1867. These were both poetic 
dramas which appeared in book form long before they were produced on 
the stage. Even as literature, the two plays generated excitement in 
Scandinavia. Many politicians and religious leaders felt that Ibsen 
had ridiculed them in his plays. After several critics had renounced 
him as a poet, Ibsen decided that he would "try {his] luck as a photo­
grapher.
This statement was prophetic. His next play, The League of 
Youth (1869) was his first attempt at photographic realism in prose.
It was successfully produced in Christiana that same year and it 
remained popular for the next thirty years.
In 1873, Ibsen made his last attempt at verse drama with Emperor 
and Galilean, a monumental work dealing with Roman history and religion 
in ten acts. It was also a monumental failure. So, at the age of forty- 
nine, Ibsen turned his back on verse drama and concentrated instead on 
an ironical treatment of contemporary social, moral and political prob­
lems. He used the structure of the well-made plays, but made the action 
even more compressed and economic than the original French models.
^ Goodman, p. 22.
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Between 1877 and 1890, Ibsen wrote eight realistic social dramas. 
Each was arranged to give an opposing viewpoint. In The League of Youth 
(1869) he had been blamed for attacking the Liberals. In Pillars of 
Society (1877) he openly attacked the Conservatives. A Doll's House 
(1879) explored an unhappy marriage where the wife left the husband. In 
Ghosts (1881) the wife came to grief because she did not leave her hus­
band. In An Enemy of the People (1882) an idealist brought suffering 
upon himself for sincerely trying to help his fellow man. The Wild 
Duck (1884) portrayed an idealist who destroyed others when he put his 
idealism into practice.
With Rosmersholm (1886), Ibsen started exploring his characters 
with more psychological depth. George Bernard Shaw states in The 
Quintessence of Ibsenism: "What Ibsen insists on is that there is no 
golden rule; that conduct must justify itself by its effects upon life 
and not by its conformity to any rule or ideal.
In both The Lady from the Sea (1888) and Hedda Gabler (1890) 
the protagonists are neurotic women who are searching for an identity. 
Ellida (The Lady from the Sea) finds her identity through the help of 
her husband, while Kedda cannot and destroys herself.
All of Ibsen’s realistic plays show a mixture of styles. They 
are ironic, satiric and bitterly humorous, yet with a deep seriousness. 
They are tragi-comedies bordering on the grotesque. Hermann Weigand 
describes Hedda Gabler as "a spectacle of life from which we retire 
with a shock.
Goodman, p. 23.
 ̂Hermann J. Weigand, The Modern Ibsen (New York: Henry Holt & 
Company, 1925), p. 244.
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In 1891, Ibsen returned to Norway after an absence of twenty- 
seven years. His last four plays reflect a sort of spiritual auto-, 
biography. He titled his last play When We Dead Awaken: A Dramatic 
Epilogue (1899). When asked if this meant he was going to retire, he 
replied:
All that I meant by "Epilogue" in this context was that 
the play forms an epilogue to the series of plays which 
began with A Doll’s House and which now ends with When 
We Dead Awaken. . . .  It completes the cycle, . . . and 
now I am finished with it. If I write anything more, 
it will be in quite another context; perhaps, too, in 
another form.?
Unfortunately, Ibsen was unable to write anything more. In 1900, 
he suffered the first of a series of paralytic strokes which culminated 
in his death on May 23, 1906. In his long life, Ibsen had rearranged 
the theatrical world. He was truly the Father of Modern Drama.
C. Brief Play Analysis
Hedda Gabler is the last of Henrik Ibsen's plays to center upon
a complex woman character. It is a psychological portrait of a neurotic
woman, trapped by the conventions of her society and by her own system
of values. It is written with a "coldness, a detachment, an objectivity
ofound neither before nor after in his writings."
With Hedda Gabler, Ibsen took another step away from his earlier 
social dramas. There is no explicit attack on society in this play.
 ̂Michael Meyer, Ibsen, A Biography (New York: Doubleday & 
Company, 1971), p. 785.
8 Weigand, p. 243.
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While Hedda may be a product of her society, so are George, Aunt Juliana 
and Thea, who are morally superior to Hedda in many ways. "It is no 
longer a foregone conclusion that society does not stand comparison 
with the isolated individual; the merits and demerits are presented 
through characters who . . . have become human."® This complexity of 
character was confusing to contemporary audiences and actors. People 
who could accept and comprehend characters in a novel (.like Emma Bovary 
or Anna Karenina) could not accept Hedda Gabler. She was too complex; 
both idealistic and selfish, both noble and despicable; she was too 
difficult to understand without some narrative explanation.
Along with Ibsen's development of more difficult characters, he 
began using a new dialogue technique. He dispensed with long speeches, 
writing the play almost entirely in short exchanges of two or three 
lines per character. For actors and actresses (not to mention audi­
ences) looking for big theatrical moments, this was a confusing tech­
nique. On reviewing Hedda Gabler, Edmond Gosse wrote in the Fortnightly 
Review on January 1, 1891:
In the whole of the new play there is not one speech which 
would require thirty seconds for its ennunciation. I will 
dare to say that I think in this instance Ibsen has gone 
perilously far in his desire for rapid and concise expres­
sion, . . .  It would add . . .  to the lucidity of the play 
if some one character were permitted occasionally to 
express himself at moderate length, as Nora does in A 
Doll's House, and as Mrs. Alving does in Ghosts.-0
' John Northam, Ibsen, A Critical Study (Cambridge: The Univer­
sity Press, 1973), p. 182.
10 Meyer, p. 646.
9
If Ibsen's dialogue technique seemed new and strange to his 
audience, the structure of the play should have been familiar. Hedda 
Gabler is intricately plotted in the formula of the well-made play of 
Scribe and Sardou. The action proceeds smoothly from exposition through 
stages of complication to the climax and denouement. There are secrets 
discovered, twists of fate and attempted blackmail. Even though the 
plot is deceptively simple, the juxtaposition of the various characters 
and events gives a very rich effect.
Some of the themes in Hedda Gabler are taken from earlier plays: 
a woman making a marriage of convenience while obsessed with the memory 
of a former love (The Lady from the Sea) and a woman committing a crime 
for her husband (A Doll's House). ̂
Other elements and characters were taken from people Ibsen had 
known or read about. In 1885, a famous society beauty named Sophie 
Magelssen married a philologist named Peter Groth after Groth had won 
a research grant over a man many considered a better scholar. Then 
there was the unhappy young couple who came to Ibsen for advice. They 
claimed their marriage was being ruined because the husband had been 
hypnotized by another woman. Ibsen had also heard about the Norwegian 
composer Johan Svensen, whose wife Sally had burned the score for his 
new symphony after discovering a note he had written to another woman. 
Last, there was the unfortunate incident of a Norwegian lady whose hus­
band had given up drink and sworn never to touch it again. To test her 
power over him, she rolled a keg of brandy into his room as a birthday
11 Valency, p. 195.
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present. By evening he was hopelessly d r u n k . A l l  these episodes are 
reflected in Hedda Gabler.
Some of the characters were also taken from people that Ibsen had
known. Ibsen told his son that Tesman was based on Julius Elias, a young
German literary historian he had met in Munich. Elias* passion was for
putting other people's papers in order. Eilert Lovborg was closely
modeled on Julius Hoffory, the Danish Professor of Scandinavian Philos-
ogy and Phonetics in Berlin. Koffory often mixed with prostitutes and
once actually lost a manuscript of a book while on an orgy. Aunt Juliana
was based on an elderly Norwegian lady named Elsie Hoick. Ibsen had met
ISher in Dresden, where she had been tending her sick sister.
As for the character of Hedda, many critics assume that she was 
based on Emilie Bardoch,whom Ibsen met in Gossensass during the summer of 
1889. Emilie and Ibsen spent long hours in conversation that summer and 
after his return to Munich, they corresponded for several months.
It does not really matter, in this context, where Ibsen got his 
ideas. He took familiar people, familiar situations, an old, tired 
dramatic structure and created something new and fresh. He was a master 
of the realistic genre. John Northam gives his evaluation of Hedda 
Gabler:
It is so ironical in its presentation of characters and 
events. . . . The play makes great demands on our sym­
pathies and our understanding; it requires in us a
12 Meyer, pp. 646-647.
Meyer, pp. 646-647.
For further information see Goodman, p. 25; Meyer, pp. 611- 
628; Valency, p. 192; Weigand, pp. 242-243.
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capacity for recognizing malice and absurdity, but also 
that more difficult faculty of appreciating that defects 
may still co-exist with other, more positive qualities; 
we are called upon to respond to the tragedy of this 
tension.15
D. Study of Late Victorian Costume
Women's clothing in the period from 1890 to 1896 is perhaps one 
of the most recognizable to us today. This was the era of the full skirt 
and leg-of-mutton sleeve. By 1890 the bustle was definitely on its way 
out after having been popular for nearly twenty years. The new skirts 
were gored and bell-shaped, smooth-fitting over the hips with all the 
fullness pulled to the back in box pleats, ending in a slight train. The 
bodice was tight-fitting with a round, V or U-shaped waistline. Sleeves 
were tight-fitting to the elbow, with a large puff from the shoulder to 
elbow— the leg-of-mutton shape. This was a standard daytime style. The 
puff gradually grew larger until about 1896 when it began to diminish in 
size again. Short puffed sleeves were popular for evening gowns. A high 
standing collar, with or without a ruffle, was general for day dresses. 
Low cut necklines were acceptable only in evening gowns.^
15 Northam, p. 147.
16 For more detailed information and illustrations, see Francois 
Boucher, 20,000 Years of Fashion (New York: Harry N. Abrams, Inc., n.d.), 
pp. 396-400; Carolyn G. Bradley, Western World Costume (New York: 
Appleton-Century-Crofts, 1954), pp. 325-326; Iris Brooke, A History of 
English Costume (London: Methuen and Co., Ltd., 1968), pp. 212-224; 
Katherine Morris Lester, Historic Costume (Peoria, Illinois: Chas. A. 
Bennett Co., Inc., 1956), pp. 209-212; Blanche Payne, History of Costume 
(New York: Harper and Row, Publishers, 1965), pp. 529-533; Ruth Turner 
Wilcox, The Mode in Costume (New York: Charles Scribner's Sons, 1958), 
pp. 319-327; Doreen Yarwood, English Costume (New York: Crown Pub­
lishers, 1952), pp. 233-248.
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In the 1890's, long before the advent of synthetic fibers, only 
the natural fibers (wool, cotton, silk and linen) were available for 
cloth. If the Victorians were limited by their choice of fibers, they 
certainly were not limited by the ways it could be woven into cloth.
For daytime wear, ladies could choose silk, velveteen, plush, cashmere, 
voile, poplin, satin, lace, muslin, tulle, taffeta, crepe, organdy, 
linen, gingham, serge, seersucker, dotted swiss, duck, bombazine, lawn, 
alpaca, batiste or grenadine (silk and wool mixed) woven into plaids, 
stripes, checks or printed with any sort of design. For evening, they 
could select lace, gauze, satin, crepe, taffeta, velvet, figured silk, 
stiff glace silk, moire, foulard, damask, gold tinsel, chiffon or panne 
velvet. If this was not enough, materials were also tucked, quilted, 
smocked, ruffled, trimmed with rox̂ s of machine stitching, embroidered, 
ribbon threaded or beaded with pearls or crystal.^
With the invention of aniline dyes in the mid-1800's, a full
range of strong to delicate colors could be produced. This led to the
use of several vivid colors in one garment, an effect which seems rather
garish today. By 1890, however, softer colors became more popular with
ISthe more vivid hues reserved for trim.
Hats were generally small, with the brims turned back and worn 
perched on the head secured with long hatpins. They were elaborately 
trimmed xtfith bows, ribbons, artificial flowers, paradise plumes,
^  For more information, see Payne, pp. 532-533; James J. 
Schroeder, Jr., ed., The Wonderful World of Ladies Fashion (Chicago: 
Follett Publishing Company, 1971), pp. 144, 153; Wilcox, Mode, pp. 
319-323; Yarwood, p. 241.
-̂8 Yarwood, p. 241.
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aigrettes, ostrich plumes, wings (or entire birds), jet beads, chiffon 
frills or veils.
Jewelry consisted of brooches, rings, bracelets, ornamental 
combs, dog collars, earrings, and watches on pins or chains. The most 
popular gemstones were amethyst, turquoise, onyx, coral, cameos, amber, 
carnelian, crystal, rubies, pearls, emeralds, diamonds and jet.
Purses were usually small, metal-framed and covered with leather 
or cloth. They were either carried in the hand or hung from the belt. 
Button or laced boots were daytime wear, with low cut pumps for evening. 
Both had long, pointed toes and high French heels. y
The masculine costume is perhaps best described by Francois 
Boucher: "The essentials of men’s costume had been fixed since the
beginning of the nineteenth century; only the details evolved . . ." u
Men's clothing became extremely formalized by the end of the 
nineteenth century, with the correct costume delineated for each occa­
sion. In general, their clothing was tailored to follow the shape of 
the body.
There were four main jacket styles acceptable for everyday city 
wear. These were the sack coat, lounge coat, frock coat and the cutaway 
or morning coat. The lounge and sack coats were considered less formal 
than either the frock or cutaway, but they were gaining more acceptance
For more information and illustrations of hats and other 
accessories, see Anne Buck, Victorian Costume and Costume Accessories 
(New York: Thomas Nelson and Sons, 1961), pp. 123-126, 157, 164, 182- 
183; Katherine Morris Lester, Accessories of Dress (Peoria, Illinois:
The Manual Arts Press, 1940), pp. 56, 68, SO-82, 134-136, 137-174, 190- 
191, 319-320, 346-348, 409-412, 422-432; Schroeder, pp. 143-146, 156- 
158; Yarwood, pp. 243-248.
20 Boucher, p. 402.
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by the 1890's. The belted Norfolk Jacket of heavy tweed or plaid was 
intended primarily for sportswear. The tailcoat was still official 
evening wear, although the lounge coat (forerunner of the modern dinner 
jacket) gradually became socially acceptable for less formal occasions.21
Waistcoats generally followed the same cut as the jacket; they 
were single or double breasted like the coat. Everyday waistcoats were 
cut high to show under the jacket and by 1890, they were usually of the 
same material as the jacket. Formal waistcoats were low cut and of a 
contrasting material.22
Trousers were fairly narrow and cut with a straight leg. They 
were long enough to crumple over the instep, almost covering the heel 
in back. The practice of pressing a crease in trousers did not become 
popular until after 1895.23
Shirts of light colors, checks or stripes were worn with casual 
clothes but the fine white shirt for day and evening wear was much more 
acceptable. The fronts of these white shirts were stiffly starched or 
pleated and made of a finer material than the rest of the shirt. The 
detachable collars were very stiffly starched and kept on with two 
collar studs. Ties, bow ties and ascots made of plain striped silk
21 For further information and illustrations of jackets, see 
Boucher, p. 402; Brooke, pp. 212-224; Buck, pp. 186-187; Bradley, pp. 
325-336; Payne, pp. 471-473; Norah Waugh, The Cut of Men's Clothes 
(New York: Theatre Arts Books, 1964), pp. 145-147, and Plates 27-29; 
Wilcox, Mode, pp. 294-307; Yarwood, pp. 233-247.
22 For further information and illustrations of waistcoats, see 
Buck, pp. 187-190; Payne, p. 471; Ruth Turner Wilcox, The Dictionary of 
Costume (New York: Charles Scribner's Sons, 1969), p. 247; Wildox, Mode, 
p. 296; Yarwood, p. 235.
23 For more information and illustrations see Boucher, pp. 402- 
404; Buck, pp. 184-186; Wilcox, Mode, p. 295; Yarwood, pp. 235, 238-244.
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were the usual everyday wear. White bow ties were reserved for formal 
24occasions.
By the 1890's, colors in masculine attire were limited to browns, 
grays, blues and black. Formal suits were made of wool serge or broad­
cloth in tweeds, checks, stripes and quiet plaids. Nankeen, alpaca, 
foulard and sailcloth were used for sportswear. Shirts were made of
cotton or fine linen. Silk, velvet, fur and braid trims were used on
2 Sjacket and overcoat lapels and collars.
The top hat was still the mark of a gentleman for both town and 
evening wear, although the bowler was becoming more popular— at least 
for daytime wear. Straw boaters and caps of wool and other materials 
were accepted only for sportsxvrear. 26
Button or laced, pointed-toed boots were worn under trousers.
Black or brown leather was used for daytime boots, while black patent 
leather was reserved for evening. Spats and gaiters xjere still popular.27 
Men wore very little jewelry beyond gold watch chains, cuff links, 
tie pins or shirt studs. The tie pins and shirt studs were sometimes made 
of precious metal or set with jewels.
^For further information and illustrations of shirts and ties, 
see Buck, pp. 190-191; Doreice Colle, Collars, Stocks, Cravats (Emmaus, 
Pa.: Rodale Press, Inc., 1972), pp. 43, 59, 72, 121, 152, 174, 182-184, 
209-210, 234; Lester, pp. 207-212, 216, 222; Payne, p. 471, Wilcox, Dic­
tionary , pp. 82, 244; Wilcox, Mode, pp. 296-297, 306; Yarwood, p. 235.
25$ee Buck, pp. 184-192; Wilcox, Mode, pp. 296-297; Yarwood, 
pp. 233-235.
26see Buck, pp. 194-195; Lester, pp. 46-56; Wilcox, Dictionary, 
p. 163; Wilcox, Mode, pp. 298-299, 30.0-3Q6; Yarwood, pp. 237-248.
2?See Buck, pp. 195-196; Lester, pp. 269-276; Yarwood, p. 251.
Unlike women's fashions, men's clothing was influenced more by 
the occasion of wearing than by the precise moment in history or fashion 
trends. Most styles introduced at the beginning of the Victorian era 
had changed little by the end of the century.
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CHAPTER II
THE PRODUCTION PROCESS 
A. Arriving at the Production Approach
During the first production meeting, it was decided that the play 
would be staged in a selectively realistic style. Selective realism, 
with its use of carefully chosen, simplified and exaggerated details, 
is more dramatically effective than pure historical reproduction. The 
set would try to recreate a period living room, with styles adapted and 
simplified for the stage. Certain selected details in the furniture and 
properties would be used to set the period and amplify the mood of the 
play. This would also be the aim of the costume designs.
Although the play is set in 1890, I suggested that we use cloth­
ing styles from 1894-1896 because the women's styles during 1890 were in 
a transitional period, and thus would probably not be as indicative of 
the period we were trying to recreate. I also felt that the styles from 
1894-1896 were more visually exciting.
The director, scenic designer and I all agreed that Hedda should 
be isolated from the other characters in some way. During the whole play 
Hedda is involved in a series of triangles: Berta-Juliana-Hedda, Juliana 
George-Hedda, Brack-George-Hedda, Thea-Eilert-Hedda, and, finally, Thea- 
George-Hedda. Through her own choice, Hedda always remains an outsider 
and this had to be shown. We decided the simplest method of showing this
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isolation would be through costume. The costume colors would then dic­
tate the colors used on the set to reflect a continuing visual isolation 
of Hedda.
Aunt Juliana, Berta and George needed to look at home in the 
outer room of the set, while Hedda had to look out of place. Thea, 
also, had to look as if she could comfortably become a part of the 
Tesman home. The set colors of the inner room (Hedda1s retreat) needed 
to be compatible with the colors of her costumes. Yet, these relation­
ships had to be shown subtlely. If Hedda looked,too out of place, the 
realistic effect we were striving for might turn into melodrama.
After my preliminary discussions with the director and scenic 
designer, I began to consider the various design elements the costumes 
would also have to reveal.
The play is set in the early autumn, 1890, in a northern capitol 
(probably Christiana). The time of year and the northern climate indi­
cated the use of heavier clothing and darker colors. The play’s action 
covers thirty-six hours, from the early morning to the evening of the 
next day. The time span covered in the play helped establish how many 
costumes each character would need.
I also had to consider the society portrayed in the play. It 
was shown as rather rigid and proper, with unwritten rules for correct 
behavior. This told me that given a choice between formal and more 
casual styles, each equally acceptable, I would be wise to choose the 
formal one.
The ages, occupations and social positions of the various char­
acters also had to be taken into consideration. For instance, Hedda was 
an aristocrat, while the rest of the characters (with the exception
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of Berta) were upper middle class. This distinction between social posi­
tions had to be reflected in the costumes.
Besides the more obvious uses of costume to show period, age, 
and social position, costume design can supplement the mood and spirit 
of the play. Each character appearing on the stage makes a visual state­
ment about the play, and any costume changes can intensify the mood.
This is a difficult task, since the subjective view of the designer is 
used to mold the perception of the audience.
B. Arriving at the Design
After I established the criteria for the costume designs: to 
create a mood, to show a historical time and place through costume, to 
differentiate the characters and to show their inter-relationships, I 
took my notes from the director and went back to the script again, try­
ing to imagine what each character looked like. To Ibsen's descriptions,
I added the characteristics that I wanted to portray through the costumes.
Aunt Juliana is an elderly lady, probably in her mid-sixties.
She is rather smuggly pious and self-sacrificing. She wears clothing 
that is of good quality but not in the latest fashion. The director 
wanted her to appear slightly fluttery and fussy, yet rather simply 
dressed. I thought that a solid colored suit with a few ruffles at 
the neck and wrist would show some of the fussiness without being over­
done. Since Juliana decorated the house for George and Hedda, I decided 
to dress her in some of the same blue tones as the set. This would help 
to show that the house reflected her taste and not Hedda's.
Berta is the Tesman's middle-aged housekeeper. She is described 
as plain and rather countrified. She is completely devoted to the
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Tesmans and mildly disapproving of Hedda. She is more a member of their 
family than their servant. Because I wanted to show Berta’s close rela­
tionship with the family, I decided upon a dress in a darker shade of 
blue. A ruffled apron would reflect her status as a housekeeper and 
suggest that Berta's taste was influenced by Juliana.
George Tesman is in his early thirties. He is not a particularly 
handsome man, but he is not ugly either. He is good-humored, cheerful, 
scholarly and a bit of an absent-minded professor. He is not overly 
concerned with his appearance. Because of his casual nature, I decided 
to dress George in warm brown tones, echoing the browns and used as 
accent colors on the main part of the set. In this way, I could show 
his connection to Berta and Juliana without limiting myself to a mono­
chromatic color scheme for the Tesmans.
Hedda is a cold aristocratic beauty in her late twenties. She 
needs to stand out from the other characters, yet not be startlingly 
different. I decided to use long sweeping lines in her costumes to 
show her aristocratic nature, with sharp pointed lines in the trimming 
to accentuate her restlessness. Colors like white and dark reds would 
set her apart from the other characters and the main part of the set. 
However, the reds would harmonize with the lavenders and purples of 
the inner room where she increasingly sought sanctuary.
Thea is a little younger than Hedda, in her mid-twenties. She 
is delicately pretty, with abundant hair. She dresses more conserva­
tively than Hedda, showing her lower social and financial condition.
Thea is also more at peace with herself. I wanted to show this con­
trast from Hedda's character but I did not want to make Thea soft and 
ruffly. I settled on curved, tailored lines for Thea. The director
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wanted Thea in earthy colors, suggesting a subtle tie between her and 
Tesman. I did not want to use brown again, so I decided upon a dark 
olive green with pale yellow accents.
Judge Brack is a vigorous, athletic forty-five. He is a hand­
some man with a bit of roue hidden under the suavity of a perfect gen­
tleman. Ee is careful of his appearance, dressing youthfully and 
impeccably. I would have to make sure that his clothes were very well- 
tailored. My initial choice was to dress him in dark gray, but the 
director persuaded me to use black, which would effectively portray 
the more sinister aspects of his character.
Eilert Lovborg is a brilliant scholar in his early twenties, 
elegant, but with traces of his dissipated life beginning to catch up 
with him. He is more unconventional than either Brack or Tesman and 
this could be shown with a different style of jacket. Since Eilert is 
a male counterpart to Hedda, I needed to show some connection between 
the two of them. I decided that a gray suit in a darker shade than 
the trim of Hedda's evening gown would reveal their relationship and 
effectively set him apart from the Tesman household.
I reviewed my notes on historical styles, set design, colors and 
character studies and began to sketch my ideas. I took my sketches to 
the scenic designer and director for their suggestions and approval. 
Renderings of the final approved designs appear in Appendix II.
After approval of the sketches, I made a costume plot listing 
each character and what he or she would be wearing in each act. The 
costume plot appears in Appendix I. At this point I was ready to buy 
material and start building the costumes.
CHAPTER III
A. Materials
EXECUTION OF THE DESIGN
In this chapter I will discuss the techniques I used to create 
period-looking costumes with modern materials and methods. I wanted to 
try to use as many of the materials available during the 1890's as pos­
sible. After a quick shopping trip, I discovered that this was prac­
tically and monetarily impossible.
I knew that silk was generally unavailable in this area. Although 
I did find some reasonably priced silk, it was of too light a weight. The 
colors were also unsuitable. I found linen, but it was prohibitively 
expensive. Again, the available colors were not what I wanted.
I was more fortunate in finding wool. Pure wool was far too 
expensive, but I found many wool and polyester blends in the necessary 
colors. They had the appearance and tailoring qualities of pure wool.
At even half the price of real wool, these blends were still rather 
expensive. But since the costumes made of these materials would go 
into stock and would probably be used many times, I decided that the 
investment would be well worth it.
Cotton was readily available, although usually in a blend with 
polyester. These materials do not wrinkle as easily as pure cotton, yet 
still retain the same appearance. Since silk, linen and most wools were
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out of the question budget-wise, I knew I would have to use modern 
substitutes.
After searching through several fabric stores, I discovered 
that double-knits were the most readily available fabrics. Besides 
my personal aversion to double-knits, they are too soft, too clinging 
and to unmistakeably recognizable as double-knits for the structured 
clothing of the late Victorian era. My choice was thus limited to 
whatever modern woven materials I could find.
The following are descriptions of the various materials I used 
for each costume and my reasons for choosing them.
Aunt Juliana's suit for Act I was of a turquoise blue car uphol­
stery which had the appearance of cut plush. While it was rather heavy, 
it draped beautifully and was not too difficult to work with. I chose 
it primarily for its rich color and lovely texture. This texture was 
important because the suit was solid-colored. A flat-textured material 
would have made the costume much less interesting. For Juliana's blouse 
I chose a white woven polyester with a slubbed texture. It was an excel­
lent substitute for slubbed silk.
For the fourth act, Aunt Juliana needed a mourning costume.
Puring the Victorian era, mourning costumes were usually made of dull 
black wool or silk crepe. Since these materials were not available, I 
selected a black medium-weight polyester crepe for a modern equivalent.
Berta's dress was a navy-blue, flower-printed cotton and poly­
ester blend. I chose it for its period-looking print and because the 
blue harmonized nicely with the blue of Juliana's suit. I selected 
white cotton dotted swiss for her apron. Since Berta's dress material 
had a flat texture, I wanted a different texture for her apron. Her
cap was of white cotton organdy; She wore the same costume throughout 
the play.
George's morning coat was dark brown, heavy-weight, un-cut cot­
ton corduroy, chosen for its color and texture. Un-cut corduroy has the 
quality of looking like velveteen on stage. The heavy weight of this 
material proved difficult to work with, however. I would have been bet­
ter off if I had found a corduroy in a lighter weight. Gray and brown 
striped cotton velveteen trimmed the collar and lapels. George's trou­
sers were a lighter brown, twill-weave cotton and polyester blend. This 
material was also used for his second act morning coat. I chose it for 
its color, texture and ease of handling.
Tesman's tailcoat was made of black, medium-weight polyester and 
wool, as were his trousers. This material proved to be a most fortunate 
find because it looked like pure wool, was easy to work with and tailored 
well. I chose heavy black bridal satin for the tailcoat lapels because 
of its rich, dull sheen. The formal waistcoat was made of. a pique-weave 
white polyester.
Hedda's morning gown, a white, flower-printed, light-weight poly­
ester crepe, had to be completely lined to give it weight and opacity; 
however, the maroon flowers and the period print were exactly what I had 
been looking for, so its advantages out-numbered its disadvantages. I 
did not buy any lace for the sleeves as we had a sufficient quantity in 
stock.
Hedda's evening gown for the second and third acts was maroon 
cotton velveteen, one of the few fabrics which really would have been 
available in the 1890's. Black rayon velvet was used for trim. I chose 
a rayon and polyester blend satin for the sleeves, bodice and skirt trim.
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Modern satin is shinier than silk satin, but since I wanted a highly 
reflective surface, this was a good choice, especially since the mate­
rial held the pleating necessary to my design.
Hedda's dress in Act IV was of a black moire print polyester 
satin. The subtle print gave an interesting shimmery effect. The 
script called for a black dress but both the director and I wanted 
Hedda in a material that was not conventional for a mourning costume. 
The wavering lines of the material reflected Hedda's inner turmoil 
and provided a sharp contrast to Aunt Juliana's more conventional 
attire. Since the whole dress was black, I had to find trim fabrics 
with more light-absorbing qualities to bring out any trim detail. 
Therefore, I chose a dull black cotton lace for the insert trim, out­
lined with black rayon velvet. Both these materials were chosen for 
the way they absorbed light, contrasting with the highly reflective 
satin.
The same black polyester and wool blend used for Tesman's tail 
coat was used for Judge Brack's morning coat and trousers in the first 
act, and for his tailcoat in the remaining three acts. Again, I used 
the black bridal satin for the lapels of the tailcoat and the white 
pique-weave polyester for his formal waistcoat.
Thea's suit in Act I was green and brown, paisley-printed un­
cut corduroy. Again, the un-cut corduroy was chosen for its rich 
velveteen-like appearance. A matching green corduroy was used for 
the collar, cuffs and skirt trim. Thea's blouse was remade from one 
in stock, chosen for its pale yellow color and interesting basket- 
weave texture. She wore the same suit again in the fourth act.
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I found a dark olive green taffeta for the skirt and sleeves of 
Thea's evening gown for the second and third acts. I did not want to 
use satin again for two reasons; satin would have been too rich-looking 
for someone in Thea's financial condition, and I had already used satin 
for Hedda's gown. I wanted a print for the bodice of her gown and I 
found a black corduroy with a green, orange and gray paisley print.
Pale yellow chiffon was used for trim on the neckline and sleeves.
For Eilert Lovborg's frock coat, waistcoat and trousers, I found 
a mottled-gray polyester gabardine. I was unable to find gray wool, but 
the polyester gabardine worked out quite well. It tailored beautifully 
but all the seam edges had to be finished because it frayed easily.
B. Construction
I had wanted to use period patterns for the women's costumes. 
However, because of the difficulty in fitting period bodice patterns, 
and because of our limited time, I decided to adapt modern patterns 
which had the same basic lines.
The bodices of the women's costumes were all constructed in 
basically the same way, with varying necklines and changes for front 
or back closures. First, the bodice pieces were cut from plain, 
unbleached muslin and basted together. They were then fitted, alter­
ations marked, necklines adjusted and taken apart again. The altered 
muslin pieces then served as patterns.
After the bodices were cut from the material, they were backed 
with the muslin pieces by zig-zagging them together. This gave them 
extra strength since they had to fit tightly. The seams were joined
and the bodices refitted.
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The leg-of-mutton sleeves were all constructed in the same way.
A long, tight-fitting sleeve (from McCall's #2704) was cut from muslin, 
basted together and fitted. After fitting, the lower part of the sleeve 
was cut from the material and zig-zagged onto the muslin. The upper 
part of the muslin sleeve was padded w’ith ruffled strips of net. The 
wrist of the sleeve was trimmed with its cuff, ruffle, etc., faced, 
and the entire sleeve sewn together.
I drafted my own pattern for the large upper sleeve puff. This 
was cut from the material, sewn together and sewn onto the lower part 
of the sleeve. A free-arm machine is invaluable for constructing this 
type of sleeve, as the seam can be hidden, giving a more finished 
appearance. The top edge of the puff was gathered and attached to the 
upper edge of the muslin sleeve and the finished sleeve was ready to 
set into the garment.
For Aunt Juliana's first act Suit jacket I used McCall's #3466 
as the basic bodice pattern, adjusting the neckline and waist. I 
drafted a pattern for the skirt of the jacket and cut two circular 
ruffles for the neckline. The skirt of the jacket was bag lined and 
the neckline finished with wide bias tape.
A muslin skirt was cut from the lower half of a princess dress
pattern (McCall's #3156). I used this pattern because the lines were
exactly like an 1895 dress pattern from Janet Arnold's Patterns of 
28Fashion 2. Each piece from front to back was gradually cut longer to 
form a short train. This muslin skirt was basted together and fitted.
28 Janet Arnold, Patterns of Fashion 2 (New York: Drama Book 
Specialists/Publishers, 1972), p. 47.
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The muslin pieces served as patterns for Berta's and both of Juliana's 
skirts. After Juliana's skirt was cut from the material and sewn 
together, the skirt was attached to a waistband with all the extra top 
fullness pulled to the center back closing in box pleats.
Juliana's blouse was actually a decoratively tucked, waist- 
length dickey. It had a high collar, decorated with a pleated frill 
and closed in the back. It was tied on the sides with tapes and tucked 
into the skirt. A purchased cameo completed the blouse.
Juliana's hat, which is so important in her first scene with 
Hedda, was taken from stock. The flowers were freshened with pressing 
and a little starch. Black laced shoes, black tights, black purse, 
black gloves and a petticoat were also taken from stock. A borrowed 
umbrella completed Juliana's first costume.
Juliana's mourning dress bodice was cut from McCall's if3156.
The muslin lining fit closely, while the front bodice piece was cut 
six inches wider in the black crepe to accommodate the pleating. Self 
ruffles were inserted between the front-side front, and back-side back 
pieces and the completed bodice was attached to the skirt. Because 
the dress material was soft, I inserted braid stiffener in the skirt 
hem to give it more shape. Self ruffles at the wrists and collar com­
pleted the dress. Her hat came from stock, fitted with a veil taken 
from another hat. Her gloves and handerchief also came from stock.
Berta's dress bodice was cut from Butterick if3659. The skirt 
was cut from Juliana's muslin pattern. The muslin pattern was sewn 
back together, waistband attached and the hem stiffened with braid to 
serve as Berta's petticoat. The dress skirt was attached to the bodice
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and the skirt hem was also stiffened with braid. Ruffled lace trim was 
used on the collar and cuffs of the dress.
Berta's apron was adapted from Butterick #4621, cut with a fuller, 
curved skirt and ruffles added. A white organdy maid's cap, black laced 
shoes and black tights were taken from stock to complete Berta's costume.
Hedda's white morning gown was cut from McCall's #3156, a basic, 
long princess style pattern. I cut the lining first, splitting the pat­
tern pieces to the waist to gain the necessary skirt fullness. The train 
length was achieved by adding six inches in a tapering line to each suc­
cessive pattern piece, starting with the side front piece. Thus, the 
back pattern piece was eighteen inches longer than the front. After the 
lining pieces were basted together and fitted, 1 cut the material, add­
ing eight inches to the center back. This gave the fullness I needed for 
Watteau pleating the back of the gown. The lining and material were zig­
zagged together and the gown re-sewn. I drafted my own patterns for the 
long, bell sleeves, pointed collar and belt. Wide lace from stock was 
gathered and inserted between the sleeve and sleeve lining. Because the 
actress had a quick change between the first and second act, the gown 
was fastened with snaps. Pearl buttons were added to the front of the 
gown for decoration.
Black tights and black ballet slippers were taken from stock.
The actress wore ballet slippers because she was quite tall and the 
director did not want to add to her height.
The bodice for Hedda's evening gown was taken from McCall's 
#3156. Again, a muslin mock-up was made first, fitted and the neck­
line cut. The material was cut, zig-zagged on the muslin and the 
bodice sewn together. The silver satin and black velvet trim were
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then applied. I drafted a pattern for the sleeves. The bodice was 
closed by snaps originally, but because of the tight fit, they tended 
to pop open; therefore I replaced some of the snaps with hooks and eyes.
Hedda's skirt was a period skirt pattern taken from Arnold's 
book, p. 43, duplicated with the aid of an overhead projector. A large 
piece of paper was taped to the wall, the pattern placed in the projec­
tor and projected onto the paper. Since the pattern used included a 
scale, it was simple to adjust the projector to the proper size. The 
projected pattern was traced and cut out of the paper. After checking 
measurements, I discovered that I needed to add twelve inches length 
before cutting the muslin mock-up. The muslin skirt was fitted and 
used as a pattern for both her evening gown and her black dress. The 
muslin skirt was re-sewn, hem stiffened with braid and used as a petti­
coat. After the velveteen skirt was cut and sewn together, the pleated 
satin and black velvet trims were applied.
The director wanted Hedda to have some sort of necklace, so a 
wide sequined band was pirated from an old hat, shortened and fastened 
with velcro to make an attractive dog collar necklace.
Although in the 1890's, no lady would have worn an evening gown 
without long gloves, I decided to dispense with them because of the 
short change between acts. Long gloves are notoriously difficult to 
put on quickly and the actress simply did not have enough time to put 
them on. Since Hedda appeared without long gloves, Thea did not wear 
them either.
Hedda's black dress for the fourth act was also cut from McCall's 
if3156. The lace and velvet trim were applied after the shoulder seams 
were sewn, then the bodice completed. Her skirt was from the same
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period pattern as her evening gown. The lace and velvet trim were 
applied after the skirt was completed.
The jacket of Thea's first costume was taken from Butterick 
it3659. I changed the neckline, waistline and drafted patterns for the 
collar and cuffs. Her skirt was taken from McCall's it9142. The muslin 
pattern was used as lining for her evening gown. I had originally 
wanted a padded roll around the bottom of the suit skirt, but this did 
not work at all. It was too clumsy, and looked like a bicycle inner- 
tube. I had to content myself with a flat band of trim around the hem 
of the skirt.
Thea's blouse, like Juliana's, was a waist-length, high-collared 
dickey, closing in the back. An ascot of the same material was trimmed 
with lace. The actress borrowed a brooch-style watch, and a brown vel­
vet antique purse, black tights, black shoes, ivory gloves and a petti­
coat were taken from stock. I decided not to put Thea in a hat since 
I did not want to cover up her hair.
Thea's evening gown bodice was taken from Butterick it3659. I 
altered the waistline and neckline and drafted a pattern for the sleeves. 
Her skirt was again cut from McCall's it9142. However, I cut the skirt 
pieces twelve inches longer and four inches wider at the bottom to 
allow for the shirring at the hem. The skirt was attached to the mus­
lin lining, the hem stiffened with braid.
All the men's costumes were built from period patterns. The Cut 
of Men's Clothes by Norah Waugh proved an invaluable pattern source.
The jacket and trouser patterns were drafted with the aid of an 
overhead projector. Since the scale markings were almost illegible, I 
used the front piece of a modern suit pattern to adjust the scale of
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the projection. After the scale looked right, the pattern pieces were 
traced and cut out of paper. Because I was totally inexperienced in 
working with men's period patterns, I made muslin mock-ups of the 
jackets first. The muslin pieces would later be used as patterns and 
underlining. This proved to be a wise choice since there were some 
problems in fitting the period styles. The sixes were all rather small 
so I added one to two inches to the seam allowances before cutting the 
material. This effectively solved the size problems for the jacket 
bodies, leaving only minor tailoring adjustments in the jackets.
Unfortunately, the book did not include any sleeve or collar 
patterns. I used a modern suit sleeve pattern which proved too large 
for the tighter armscye of the period patterns. The armscye of the 
period coats had to be cut down to make the sleeves fit better and to 
give the actors more ease of movement. Collar patterns also had to be 
drafted.
The trouser patterns also had to be adapted slightly, adding a 
fly front and pockets. The waistline rode higher and looser than is 
customary now, but with the addition of suspenders, the trousers hung 
correctly and added to the period look.
Shirts were no problem because the theatre had a large stock of 
white formal shirts and enough antique starched collars, collar studs 
and shirt studs to outfit all the men. Cuff links were borrowed from 
various cast members.
I used the morning coat pattern, from Waugh, p. 146, for both 
George Tesman's velvet coat and brown jacket. The trouser pattern for 
all the men was from Waugh, p. 149. I purchased suspenders for all 
the men's trousers. George's brown satin tie was taken from stock
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and his brown ankle-length laced boots were a lucky find at the Salva­
tion Army.
George's tailcoat pattern was found on p. 147 of The Cut of 
Men's Clothes. I drafted a pattern for his formal waistcoat and pur­
chased a white bow tie and white gloves. The black top hat was taken 
from stock.
Finding men's period shoes is always a problem. I could not 
duplicate my luck with George's brown boots. There were several pairs 
of plain black loafers in stock, so I settled for them. While these 
loafers are not at all period, they are at least innocuous enough when 
polished so they do not detract from the costume. I used two pairs, 
one for George (with his tailcoat) and one pair for Judge Brack.
I used Tesman's patterns for Judge Brack's morning coat, trou­
sers and tailcoat. I drafted a pattern for his formal waistcoat and 
purchased suspenders, white bow tie and white gloves. A black satin 
tie for the morning coat and a black top hat came from the stock.
I did not build any waistcoats for either of Tesman's first two 
costumes or for Brack's morning coat. Both of these actors had quick 
changes into their tailcoats, and since their morning coats were kept 
buttoned, I did not see any need for waistcoats.
Eilert Lovborg's frock coat pattern came from p. 145 of the 
Waugh book, his trousers from p. 149. I adapted a modern vest pat­
tern for his waistcoat. I built a black moire ascot and the actor 
wore his own shoes. The shoes had modern heels which were slightly 
higher than period shoes, but the actor needed the extra height.
CHAPTER IV
SUMMARY AND EVALUATION
All in all, I believe that the costume designs were successful. 
The choice of selective realism for the designs worked out quite well. 
Historical reproductions of the costumes would have been needlessly 
time-consuming since the very intricate detail work such as embroidery, 
lace or beading would have been lost on the proscenium stage. The use 
of simpler, bolder detailing on the basic period shape and line of the 
garments was more in keeping with the stark prose style of Ibsen's 
writing than any historical reproductions would have been. Also, the 
modern fabrics chosen proved excellent substitutes for unavailable 
period textiles. They looked as if they could have been manufactured 
in the nineteenth century, but kept twentieth century ease of mainte­
nance. Thus, the costumes looked as fresh on closing night as they 
had on opening night.
I think another reason for the success of the costumes was due 
to the cooperative efforts of the design team. The many meetings with 
both the scenic designer and the director resulted in collective under­
standing of each design decision. The director had very specific ideas 
about how he wanted each character portrayed which were beneficial in 
my visualization of the characters. The color scheme for the set was 
decided upon mutually. Scene and costume colors were chosen to reflect 
the isolation of Hedda from her immediate environment. Thus the decision
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to use cool maroons for Hedda resulted in the use of warm blues and 
browns for the Tesman household. Each fabric for costumes or for the 
set (upholstery and curtain material) was approved by the director, 
scenic designer and costumer. Swatches were exchanged to insure 
against.any mistakes.
In conclusion, I think this production was valuable to me in 
my growth as a designer. I learned the value of working as a team 
with a director and scenic designer. Theatre is always a collabora­
tive effort and working in close cooperation with others made the whole 
production benefit. I also gained some good practical experience in 
constructing and fitting men's period suits and in working with period 
patterns. It was a difficult but worthwhile project. I learned some 
construction short-cuts so I could build good-looking durable suits for 
stage use without all the time-consuming tailoring.
Finally, the project provided a worthwhile portfolio display 
which reflected my growth through several changes in faculty and 
facilities during my years of undergraduate and graduate work at the 







Aunt Juliana - blue ruffled suit, white ruffled blouse, flowered
hat, white gloves, black handbag, black parasol, black shoes 
and stockings
Berta - blue flowered dress, white ruffled apron, white ruffled 
cap, black shoes and stockings
George - brown velvet morning coat, gold glasses, white shirt, 
brown tweed trousers, brown tie, brown shoes 
Hedda - white flowered morning gown, black slippers and stockings 
Judge Brack - black morning coat, black trousers, white shirt, 
black tie, black top hat, black shoes 
Thea - green print suit, pale yellow blouse, brown handbag, black 
shoes and stockings
Act II
Hedda - maroon evening gown, black choker, black shoes and stockings
Judge Brack - black tailcoat, black trousers, white shirt, white 
waistcoat, white tie, white gloves, black top hat, black 
shoes
George - brown tweed suit, brown tie, white shirt, brown shoes
Costume change to - black tailcoat, black trousers, white 
waistcoat, white tie, white gloves, black top hat, black 
shoes
Berta - same as Act I
Eilert Lovborg - gray frock coat, gray waistcoat, gray trousers, 
white shirt, black ascot, black shoes
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Thea - dark green evening gown with black patterned bodice, black 
shoes and stockings
Act III
Hedda - same as Act II 
Thea - same as Act II 
Berta - same as Acts I and II 
George - same as Act II 
Brack - same as Act II
Lovborg - same as Act II, but dishevelled 
Act IV
Hedda - black satin dress, black shoes and stockings 
Berta - same as preceding acts, with addition of black ribbons 
on cap
George - same as Acts II and III
Aunt Juliana - black mourning dress, black hat and veil, black 
gloves, black shoes and stockings 
Thea - same as Act I
Brack - same as Acts II and III
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George Tesman, Act I morning coat
58
Hedda Gabler, Act I morning gown
59
Judge Brack, Act I
60
Hedda Gabler, Act II & III
evening gown
61
Judge Brack, Acts II, III, IV
tailcoat
62
George Tesman, Act II, scene 1
morning suit
63
George Tesman, Act II suit
back view
Thea, Acts XI & III
evening gown
65
George Tesman, Acts II, III, IV
tailcoat
66
Eilert Lovborg, Acts II & III
frock coat
67
Aunt Juliana, Act IV
mourning costume
68
Aunt Juliana, Act IV
back view
69
Hedda and Eilert, Act II
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